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INTRODUCTION
The development of new techniques and a series
of changes in outlook were the beginnings of this thesis.
I had been hand-building ceramic objects for the
past year without giving any thought to a specific
thesis subject. An interest in a variety of techniques
and materials involved me in the element of contrast.
This direction was too general, considering the wide
range of construction methods and ceramic materials
available. Not until after an excursion to the Everson
Museum in Syracuse did my ideas begin to evolve into a
viable thesis topic. That trip to the "Century in Ceramics
in the United States" exhibition was both a stimulus
and an inspiration. I found that much of the work
was impressive due to its scale and use of a variety
of materials. Unlike most sculpture that I was
familiar with, I found that ceramic sculpture had a
strong emphasis on surface decoration and two-dimensional
design. With this new insight, I realized that my
interests were twofold. I had been combining sculptural
form and surface design without realizing their
relationship.
I made the following thesis proposal in order
to be able to continue coil building large sculptural
forms and to deal with the contrast of surface decoration,
In this thesis, I intend to show
contrast within the realm of sculptural
ceramics. This contrast will be in
terms of ceramic materials but also
through the concept behind the assembly
of each sculpture. The material contrast
will be between delicate slip cast or
hand-built white ware forms and larger
forms built with terra cotta type clays.
They will be fired in a midrange temper
ature scale. Although contrast will be
evident, intimacy between the pieces of each
work will be expressed through form, spatial
proximity and graphic surface design. I
will investigate graphic design with air
brush and stencil techniques using primarily
underglazes and a minimal amount of glazing.
I will complete a minimum of four works,
having two or more parts. They will range
in scale from two to five feet tall.
This proposal allowed me to present the contrast between
the unglazed fired clay surface or organic sculptural
forms and the graphically decorated geometric sphere.
"The work of the artist at its best brings together a
number of seemingly unrelated elements into an
aesthetically satisfying unity". Each sculpture
would differ from the next in clay body, related
graphics on the sphere and total formal statement.
CHAPTER I
SCULPTURE, FORM AND SURFACE
The first sculpture was begun following some
simple concerns.
Aesthetic considerations. . . matter,
form and content. Matter refers to the
materials from which the work is created.
. . . form . . . goes beyond the usual idea
conveyed by "shape" and is related to the
organized structure given to the work by
the artist ... By this structuring
the artist effects an ordered complexity of
harmonic proportions. . . . content . . .
the underlying meaning which has been
embodied within the work by the artist.
Matter or materials used are described in the
appendix. Form and content become one in the abstract
nature of the first work. (Fig. 1) "Abstract art is
usually without realistic content, and conventional
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subject matter is absent." In other words, the
sculpture was non-representational. "The object
observed is seen as a thing or experienced with
4
aesthetic worth in itself." My intention was to deal
with some of the aesthetic elements of sculpture, such
as mass and void, volume and space, proportion and
suggested weight.
The realization of a presence of a "double
existence" became evident while building successive
models. "Its own life as a unique form, newly created
by the artist, and a secondary life dependent upon its
5
reminding us of a form already existing in
nature."
The unglazed objects can be categorized as biomorphic.
The curve, whether of line or of
surface is basic to them all (bio
morphic sculptures) ; it constitutes
the sole, or the dominant, formal
language employed. Besides, these
forms, whether they define more or
less stylized representations, or
are altogether non-representational,
are seemingly more organic than
geometric .
This quality presented new ideas and complications
which did not exist in the original formulation of
the proposal. The forms began to personify intimacy
so that the pure abstration no longer existed, but
instead there was a sense of living objects. By
grouping the forms, I was able to produce animated
settings of objects which had a visual communication
through the flow of curves and apparent movement of
volumes in space.
A composition . . . with masses of varied
size and section conceived in their air
surrounded entirety, stressing and
straining, thrusting and opposing each
other in spatial relationship being static,
in the sense that the centre of gravity
lies within the base . . . yet having
an alert dynamic tension between its
parts. 7
Henry Moore
Recognizing these properties, I became more interested
in developing this dialogue between the forms.
Negative space became an important component in the
design of the forms. This space between the forms
was emphasized even more by the use and placement
of the spheres. The shapes carved by the lines of
the sculptures entry into the base were important as
a unifying factor between the unglazed forms. These
shapes when isolated fit into each other almost as
puzzle pieces unifying the entire sculpture on its
base.
The exterior curves on the organic forms
(Fig. 1-7) were simple and led the eye inward to the
more complex and powerful curves of the interior
cavities. The placement of the spheres was a paradox
in that they were positioned to be only partially
visible, dependent upon the viewpoint, seemingly
obscuring their importance. Yet, they were set in
the most emphasized area of the sculpture, making it
the focal point of interest. This delicate balance
between the strong curves which led to the enclosed
space containing the spheres and the spheres them
selves must be maintained in order that the viewer is
drawn to pursue further examination of the partially
hidden objects while yet pondering their position as
a part of the entire sculpture. The placement,
proportion, and most of all surface treatment of the
spheres (Fig. 1-7) was important to their impact as
part of the total statement.
The surface, as mentioned earlier, plays a
vital role in traditional and modern ceramics.
Sculpture, in general deals with the surface qualities
of the materials used, such as the carved marks on
stone and wood or the rusted or polished surface of
metal. Ceramic sculpture is no different except
that the variety of ceramic materials is more
extensive thus allowing for many more surfaces. My
original concept for the sculptures was to present
a surface contrast between the unglazed organic forms
and the slick glazed and decorated surface of the
spheres. The graphics on the globes would deal simply
with the curves and shapes of the enclosing sculptural
forms, using color to help tie the objects together
(Fig. 1-3) .
CHAPTER II
SIMPLIFICATION AND SEPARATION
"Simplicity is not a goal in art but in spite
of oneself, one arrives at simplicity as one gets close
g
to the real meaning of
things." Producing several
sculptures over a period of time, I found that I was
able to create the same feeling of organic movement
and volume in a less complex, visual manner. The
progressive simplification is illustrated in each of
the forms used to surround the spheres (Fig. 1-7) .
The forms degenerated to a mere housing of the spheres.
This simplification allowed for the use of more objects
in the grouping without causing them to become too
complicated (Fig. 5,6,7). The deterioration of formal
complexity also led to the subtle use of surface on the
spheres (Fig. 5,6,7). Finally, in Figure 6, the quality
of contrast, in color, texture and proportion is gone
from the sphere and it exists as an equal part of a
four piece sculpture. The conservative surface
treatment was due to two factors: a concern for
simple form relationships without surface distraction
and the development of the sphere as an independent
expression, separate from the sculpture (Fig. 8,9).
In the latter, I worked with various effects of
surface graphics on the sphere alone, finding that
I was still dealing with some basic premises behind
my original proposal. These objectives were, in fact,
form/surface relationships and contrast between form
and the illusion of form. As these ideas became
evident in the new independent spheres, I was drawn
by their potential as concise visual statements. My
interest in surface design and the use of decorative
techniques outweighed my interest in pure form
relationships and, therefore, I decided to pursue
the sphere as form for surface design.
CHAPTER III
THE SPHERE AS VESSEL AND TWO-DIMENSIONAL DESIGN
The final transformation that took place during
my thesis was the return to the vessel form. In
inverting the globe with a base (Fig. 8,9) I was made
conscious of the historical perspective of the form as
a container with a neck. Putting the form in that
context I was able to deal with surface design in a
more direct and familiar mode.
Yet there is such another world
for the graphic artist. Of course
as a person he lives in a three-
dimensional world as everyone does,
but the world in which the artist
really functions is his picture
surface. And this world has only
two dimensions. It is flat.
The surface on which I worked was not flat,
but it was two-dimensional. The vessel forms
were studies of two-dimensional graphic design on a
curved surface, dealing with the form, the neck, and
the illusion of depth.
Graphic subject matter may give only
a suggestion of a recognizable subject
in nature ... In the case of
non-representational pictures there
may be no reference to nature at all.
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Graphic subject matter may consist
of but a single element on a surface
or it may be complex, made up of
hundreds of elements involving
intricate organizations that result
in the illusion of great depth.10
The illusion of depth is developed by a number of
visual devices.
(1) Size relationships - objects larger appear to
be closer.
(2) Position on the picture plane - objects lower
appear to be closer.
(3) Overlapping planes - objects overlapping appear
to be in front of others.
(4) Blur and fade - objects closer appear distinct
and objects further away appear blurred or
faded.
(5) Color - colors advance, recede, expand and
contract in relation to other colors or the
field in which they are present.
(6) Aerial or atmospheric perspective - objects
appear closer with more intense value or
color saturation. Objects appear to gray or
fade in distance and forms tend to flatten
out. Details and textures also appear faded.
(7) Converging diagonals or perspective lines -
all surfaces not parallel to us appear to
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recede into depth through perspective.
(8) Transparency - layers of color appear as planes
of depth.
(9) Contrast - the graphic or visual activity of
elements making up the picture, colors, textures,
patterns all contrasting, produce illusion of
depth.
By using these elements, expecially in combination,
I was able to work with the vessel form and create a sense
of surface activity or modulation.
The imagery that I chose to use was developed
from a number of techniques. The most dominant of those
was stenciling with the airbrush. The airbrush is simply
a small spraygun with the capability to spray liquids of
various viscosity through different size tips. It
is also adjustable to enable the user to spray fine
lines or wide patterns. The stencil materials used
included lace, netting, plastic grids and templates as
well as pin stripe tape and price tag stickers.
Anything that blocked out a surface area, while allowing
another area to be painted with underglazes or glazes
from the airbrush, can be used as a stencil. Most of
these works (Fig. 10-18) were fired three or four times.
It was necessary to fire the piece each time a layer of
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underglaze was applied so that the next stencil
would not pull it off. This layered effect
enhanced the quality of depth and the multiple firings
allowed for a thought incubation period for each
successive layer. All of the vessel forms were done
with commercial underglazes (appendix) . The airbrush
allowed for the control of surface texture and pattern
and was especially useful in the fine blending of
colors. All of the containers were bisqued at cone
02 - 04 and glaze fired with a clear C.C.T.S. glaze
at cone 06 (appendix) . Further layering was possible
with overglaze china paints and lusters. I decided
not to airbrush with these because of the toxic materials
which they contain.
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CONCLUSION
But no matter what one writes about
the complex relationships of space, pattern
and color-texture, ultimately it is the
manner in which such abstract ideas are
applied which will determine the vitality
of the work, for the pot is indeed the
projection of the man who makes it and the
culture, or cultures upon which he draws.
Bernard Leach
The content of this work was a combination of
techniques, materials and my own personal imagery.
This imagery was based on all my past experiences
in art and in life. I did not try to present specific
ideas, but instead I presented expressions of ideas,
thoughts and moments . My work has changed as I have
changed and every image is a reflection of the time
at which it was made. Ceramics has allowed me to work
with a variety of surfaces, forms and materials,
the unpredictability of time and constantly
changing techniques in a way no other medium could.
This has helped me develop my sense of form, made me
aware of the vessel as a viable expression, and
encouraged me to explore surface design. A final
point is the contrast between the written thesis
and the art work. The written thesis ends here but
the work goes on.
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CLAY No. 1 A. P. Green Missouri Fireclay
Grog
OM-4
Kingman Feldspar
Bentonite
Shrinkage Wet Dry C/06
Centimeters 10 9.7 9.5
Shrinkage 3% 5%
Absorption 9%
CLAY No. 2 Terra Cotta
OM-4
A. P. Green Firec:lay
Bentonite
Course Grog
Grog
Flint
Talc
Nepheline Syenitei
Shrinkage Wet Dry C/06
Centimeters 10 9.4 9.15
Shrinkage 6% 8.5%
Absorption 8.5%
CLAY No. 3 Tile Body
Red Art
A. P- Green Fire Clay
Grog
OM-4
Shrinkage Wet Dry C/08
Centimeters 10 9.6 9.5
Shrinkage 4% 5%
40 C/4-9
30
20
10
1/2
C/5 C/9 reduction
9.15 9.1
8 5 -3 9%
6.5% 2.8%
C/4
22
15
6
22
20
5
5
5
C/5 C/9 reduction
8.9 3.9
11% 11%
5% 3.2%
200
200
100
100
C/5 C/9 reduction
9.0 9.0
10% 10%
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CLAY No. 4 Porcelain Perlite Body
0M- 4
Flint
E.P.K.
Custer Spar
Georgia Kaolin
Perlite (by volume)
Shrinkage Wet Dry
Centimeters 10 9.7
Shrinkage 3%
25
25
25
25
4
) 1/3
C/08 C/5 C/9 reduction
9.6 8.9 8.8
4% 11% 12%
Casting Slip: Art Ware Casting Slip 06-04
American Beauty Ceramics, Inc.
4530 Industrial Parkway
Willoughby, Ohio 44094 (thinner)
Casting Slip: Seely's White Velvet 06-02
Seely's Ceramic Service, Inc.
9 River Street
Oneonta, New York 13820
Glaze: CCTS Bright
Transparent when sprayed with two or three coats or
enough to cover underglaze colors.
06-04 Grams
Frit 3396 15
Frit 3134, G14 45
E.P.K. 25
Flint 15
Plaster: U.S.G. No. 1 Pottery Plaster
Mixture of three parts plaster to two parts water for
mold making.
Underglaze Colors: American Beauty Opaque Underglaze
American Beauty Ceramics, Inc.
4530 Industrial Parkway
Willoughby, Ohio 44094
Expecially suitable to airbrushing
without further mixing
17
Airbrush: Paasche - H - 1, 2, 3
Three tip sizes are used for various viscosities of
ceramic materials.
Tape: Scotch Brand Automotive Pin Striping Tape
Mold It: Flexible Mold Compound - Pure liquid latex
rubber
Joli Plastics and Chemical Corporation
Gardena, California 90247
Underglaze Pencils: Amaco
Amaco Art Clay Company, Inc.
4717 West 16th Street
Indianapolis, Indiana 46222
Fixtures used to attach spheres: PVC threaded pipe
PC-7 Epoxy Paste
Protective Coating Company
Allentown, Pennsylvania 18100
Matt Finish: Krylon No. 1311 Matte Finish Spray Coating
Borden Inc.
Dept. C. P.
Columbus, Ohio 43215
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